Sounding Out Heritage is an exceptionally appealing and well-designed book, from its colorful cover to its smoothly presented theoretical arguments and its detailed ethnography of the "modernity" of traditional Vietnamese folk songs. Quan họ folk songs come from the Bấc Ninh province of northern Vietnam, and-as the author documents in great detail-they have already been the focus of intense efforts to conserve them, record them, verify their authenticity, and in 2009 to inscribe them as elements of the Intangible Cultural Heritage of Humanity. But Meeker is the first nonVietnamese author to take this "soundscape" seriously and to ask how this once remote villagebased style of singing has become an important part of modern Vietnamese cultural politics.
Her argument also addresses issues of how cultural heritage is related to material exchange, how it is realized and modified by different forms of performance, and what sentiments it may evoke in its singers and their audience. The new "cultural market" which has emerged in Post-renovation Vietnam has brought reclusive older women singers out onto the public stage, and it has revalorized an intimate form of singing as a "living treasure," linking the present market economy to a long history of musical connections between the village and the court.
In twenty-first century Hanoi, the nostalgic and romanticized countryside has been repre-sented as the seat of cultural authenticity. Following the August Revolution of 1945, rural folk songs began to emerge as a tradition that had escaped the contaminations of colonial oppression and could be both heart-warming and progressive. Musical nationalism developed both as a way of ritualizing optimism ("the sound of singing drowns out the sounds of the bombs") and as an affirmation of what was most distinct about the Vietnamese as a people. Correcting some songs to make their lyrics more "patriotic" brought them into line with socialist goals, and emphasized sustaining the social collectivity more than individualized sentiments of love or loss.
Quan họ is an embodied practice, with its own etiquette, forms of address, and ritual protocol.
The songs were sung at temple festivals to worship local deities, so they were part of the "world of superstition" condemned by nationalist campagians in the 1950s, but since 1965 they have resur faced as part of the "indigenous foundations" of the nation, inscribed with communal ideals and moral values. A "mythology of interruption" asserted that this practice had vanished, and while villagers may have remembered things a bit differently, the idea that quan họ had to be "restored" allowed for a new, officially sanctioned, and nationally recognized form to appear (pp. 71-72) . In this nuanced way, Meeker shows that she can "read against the grain" of some of the accounts written by Hanoi academics, and she uses the local knowledge gained from elderly female singers to complicate the "quan họ movement" ideology.
She also documents the fact that many Bắc Ninh singers feel uncomfortable about the way control over the representation and narration of these songs has been whisked away to Hanoi once quan họ was recognized as a "national heritage" in 1990. An alternative origin story, told by an older woman, presents the oldest songs as having been inscribed on a strip of yellow silk that was "taken away by the center." Certain stories, like this one, have become inaudible in the face of a national heritage movement that authorizes some local voices and silences others.
Quan họ is performed by pairs of men and women who address each other as equals (em) in a village context, and they exchange tender sentiments. In staged and televised performances, in contrast, male and female singers use the hierarchical terms anh (for the man) and em (for the woman), introducing an age and gender hierarchy seen as appropriate for romantic love, and especially the intense yearnings for an unattainable beloved. Disembedded from the social relations of local life, the "modern" formats of stage shows and competitions cannot reproduce the intimacy, egalitarianism, and sense of shared creation of earlier quan họ performances.
At UNESCO-sponsored quan họ clubs in ancient temples, new electronic microphones are used to amplify the singing out to a wider audience, just as urban Vietnamese can come to visit village festivals to "hear" their traditions. Instead of being sung in dark and crowded temples, many of these "modern" songs are now performed with microphones on dragon-shaped boats, floating in a picturesque pond that evokes the timeless and organic natural world. Although none of this new staging is actually "traditional," it often "feels more natural" to spectators, who have their own notions of authenticity. Participants learn to tune in to the ways in which their practice of a particular local form is part of a larger, diverse national culture.
The larger theoretical issues that Meeker's study addresses concern the ways a local practice can be defined and re-framed as cultural heritage, and what the consequences of this "heritagisation" (to borrow a term from Endres [2011] ) might be. Specifically, she argues that songs are seen as representing sentiments (tình cảm), but there are differing conceptions of how sentiment is embodied and enacted. Revolutionary ideologists after 1945 wanted to root this musical practice in an essential Vietnamese character, which was both communal and egalitarian. Village quan họ singers, on the other hand, lived their singing as rooted in the body and in social interaction. The emotions evoked by the songs should be expressed in actions which are morally, socially, and politically appropriate. Negotiations about how to do so (and who gets to make those decisions) are traced out in each of her chapters.
When local culture becomes a UNESCO certified Intangible Cultural Heritage it needs to be mapped in relation to an identifiable standard. Meeker argues that the "culturalist discourse" of the heritage paradigm can become as totalizing and influential as earlier Marxist evolutionary models that saw temple singing as "primitive superstition." Older women officially designated as "masters of folklore" (nghệ nhân) can qualify for state support if they were trained before 1945. 
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